The ten-week schedule moved rapidly through American history, with a strong emphasis on the latter half of the twentieth century: Week 1. Course introduction; national songs (anthems); 18th century topics Week 2. 18th and 19th century topics (Revolutionary-era and Civil War-era songs) Week 3. 19th century cont.; WWI, the Harlem Renaissance, and Depression-era topics Week 4. WWII and Eisenhower-era topics Week 5. The Civil Rights era Week 6. The Vietnam era Week 7. Music and politics since 1975 Week 8. Post 9/11 issues Week 9. Presentations Week 10. Presentations Students were evaluated on the basis of weekly assignments (targeted papers based on reading and listening assignments; mini-oral reports; etc.), attendance and participation in class discussion, and completion of a final group presentation. The class did not use a textbook; all reading assignments were made available in class or via electronic library reserves. I also referred students to a number of relevant websites, such as Freemuse: Freedom of Musical Expression (http://www.freemuse.org/sw6334.asp) and the Centre for Political Song (http://polsong.gcal.ac.uk/overview.html).
From the first meeting, students were encouraged to quickly choose a final research topic of special interest to them-in particular, I encouraged them to investigate music-political topics of international scope, even though the course itself focused on American music history. Suggestions listed in the syllabus included the following: Fourteen students enrolled in the seminar, and the small class size (indeed the reason for the "Freshman Discovery Seminar") facilitated candid sharing of opinions, information, and brief prepared reports. We began the quarter by developing a number of broad discussion questions:
Why study music and politics? Why examine "history" or historical events (like wars) through music? In what ways might music be "political"? What might constitute political expression in music? Can music be political without text? Can music be political without relying on the explicit meaning of words? How might gender, race, ethnicity, etc. be expressed in music without words? How might musical conventions, structures, and performance practices imply social hierarchies? What are socially-conscious texts? What are the politics of popular music? What is it rebelling against (if anything)? How does money, commercialism, and a profit-driven cultural apparatus affect music? What is cultural imperialism? Is music treated differently during wartime? Can music be used as a weapon, and if so, how?
After introducing and pondering these questions, we considered specific, albeit opposing ways music might express political ideas:
1. through patriotism (national anthems, historical songs, pro-war propaganda music, military band music, etc.); and 2. through protest (music about race, class, gender, poverty, oppression; music that mobilizes, empowers, motivates, informs, and subverts; anti-establishment lyrics or groups). We also considered broad genres of political themes within certain styles of American music:
1. "folk" or "traditional" or "participatory" (unions, strikes, uprisings, protesting We also broadly addressed the intersections between cultural life and political life: music as propaganda; the politics of religion; music making as a political act; the politics of censorship; and the differences between subversive music and subversive lyrics.
Weekly discussion topics, as well as reading/listening/viewing/writing assignments, were based on the following topics:
Various versions of national anthems and the ways the Star Spangled Banner has been used since the 1780s; The role of contrafacta and broadsides in the early history of America's political song; The contrasting ideologies of Irving Berlin's "God Bless America" and Woody In addition to the weekly assignments and additional material presented by me during class time, the students also worked on a mini-oral history project. They developed a list of specific questions and then interviewed peers and family members from several generations regarding their ideas about where music and politics intersect and how they approach the topic in terms of their own life experience. Another "field work" assignment required the students to bring to class (and briefly report on) any article relating to music and politics published in a current periodical. The topics presented in the articles were used as springboards for discussions about recent events. The articles they collected covered topics including a new book about conductor Wilhelm Furtwängler and the post-WWII denazification of German culture; the U.S. Congress vs. music file sharing; local (Santa Cruz) censorship controversies regarding racially-offensive lyrics; and the Warner Music Vote Drive.
For their final projects/presentations, the students were required to conduct independent research on any class-related topic of their choosing (but approved by me). For the presentations they had to create a handout for the class (with relevant examples and bibliography), and provide two sample essay questions based on the material covered in the presentation. The final topics in my seminar reflected the students' broad interests: If I were to teach the class again (and I hope I can) I would include many additional materials and topics, including Don Walker's Spirew T. Agnew songs (set to variations of The Star Spangled Banner), additional film resources such as Elise Kirk's DVD titled "The White House: In Tune With History," Eddie Vedder's "Here's to the State," Steve Earle's "The Revolution Starts Now," a discussion of music and Shoah, a consideration of "musical memorials," the Dixie Chicks controversy, music in prisons, and other music and topics that have since come to my attention as central to the themes of the seminar.
The biggest challenge in offering this seminar was harnessing such a rich and potentially boundless topic in an alarmingly brief ten-week quarter. But the seminar seemed to be successful: we all learned a tremendous amount, and along the way, we became increasingly aware of the underlying ideological implications of all the music we encounter. I strongly believe that sensitizing students to such implications, by studying American history through its sonic landscapes, is a productive and effective way to combat political complacency and historical ignorance. I hope my description of our topics and materials will help others designing similar undergraduate seminars. 
